This article will explore the gender politics of post-punk in Leeds in the early '80s. It links the brutalist architecture of the university (now listed buildings), with the rigorous sound of Gang of 4 and Delta 5, and how that reflected the austere mood of the late '70s/early '80s. It will also look at how radical feminism flourished in a post-industrial city affected by the NF, the Yorkshire Ripper, and an aggressive male culture, and how it found a soundtrack in female post-punk bands like Delta 5 and the Au Pairs.
also has the third largest Jewish community in the UK (Freedman 1988: 161) . Back in the late '70s the debate about immigration was fuelled along with racial and religious tensions by the growing National Front movement.
Post punk embodied a rhetoric about regional Britain when traditional certainties were breaking down. Stories of race, class and gender were funneled through post punk, not just in agit-pop lyrics, but in the textures of the music itself -in the sound of clashing voices, stripped-down beats and fractured guitar. This idea is developed in the concept of embodiment, what Lisa Blackman defines as the 'lived body', the notion that 'the body and one's biological or even psychological processes are never lived by the individual in a pure and unmediated form' (Blackman 2001: 210) .
Post punk artists echoed the cultural tension of cities in transition, their lived experience resonating in music that was a conscious break with the past. We were trying to do things differently, trying to faithfully record our emotion as we experienced it. I played keyboards and sang in all-female Southampton band The Catholic Girls. We sounded like our physical selves -young, angry teenage girls getting to grips with feminism, driven by a charged energy. It was a point of principle not to make music that had been done before, to write lyrics devoid of romantic cliches, to express the truth of fraught sexual relations. Many other bands were engaged in a similar 'project', but it was the Leeds crew -Gang of Four, Delta 5, and the Mekons, along with their Birmingham cousins the Au Pairs -who really crystallised that gender war, fighting to define this postmodern vision of romance.
Damaged goods...send them back
In 2010 the Roger Stevens Building at Leeds University was made a Grade II listed building. Its tough, concrete breeze blocks and sci fi skyways are a perfect example of British brutalist architecture. Built in 1970 by Chamberlin, Powell and Bon, it housed thirteen lecture theatres seating over 1500 students -a forceful expression of Le Corbusier-inspired socialist utopia. There was something both repellent and compelling about this design, about the way the wind whipped round the buildings and the desolate concrete square in the middle that looked like a set from Clockwork Orange.
When post punk bands Gang of Four and Delta 5 emerged from university Fine Art department in the late 1970s, their music echoed the stark campus architecture. There was a similar angular, repetitive geometry in their guitar lines and chanting choruses.
Brutalist design exposes a building's functions; likewise, these bands deconstructed love and romance with an unblinking eye.
In 2009 David Uskovich presented a paper in the post punk day seminar at Leeds University entitled 'Gang of Four and the Dystopian Post-Punk Guitar' (Uskovich 2009 ).
He argued that Andy Gill's guitar style was essentially presenting a feminist argument.
The warm, bluesy solos of artists like Eric Clapton and Jeff Beck were associated with cock-rock posing, whereas Gill's stark sound ran counter to that and 'de-machoed' the lead guitar. 'I didn't think of it like that,' says Gill, 'I was just using transistor amps instead of valve amps. Transistor amps were cheaper, and had a cold, crisp sound, not fluid and muddy. I cut out the lower frequencies. When you're putting across a rhythm you want it to be bright and trebly and to work.' The main thing he was conscious of avoiding was the 'muddy, soulful sound that in the late '70s everybody worshipped
There was a sense that these over-ornamented musical ideas had become dated, communicating little more than cliches. This chimed with Gang of Four's experience as students in the University Fine Art department, where their tutors included Tim Clark, a 1968 member of the Situationist Internationale, Terry Atkinson (co-founder of the Art & Language group), and radical feminist thinker Griselda Pollock. 'These people were all troublemakers, fun and immensely stimulating,' says Gang of Four vocalist Jon King.
'Making trouble is entertaining (personal communication).' Like their tutors, the band took a deconstructivist approach to art, music and, in turn, gender politics.
'Feminism then was undiluted, with some extreme ideas. You couldn't be in Leeds at that time and not take a view on it,' recalls Gill. 'Feminism isn't just about women, it's about the cause of fairness and equality. To us it wasn't an option not to write about this, we had to have a position. That was the Gang of Four -talking about aspects of romance in a matter-of-fact, bald, analytical way. It was refreshing, partly inspired by the debates going on around us (personal communication).' Gang of Four expressed post punk disaffection with traditional ideas about love and romance. Reynolds observes that by the late 1970s 'the Hollywood ideal of romantic love had gradually replaced religion as the opiate of the people' (Reynolds 2005: 126) .
And honorary feminists, the Gang of Four, seemed to deconstruct these myths as they sang. The song 'It's Her Factory', for instance, dissects media sexism, 'Contract' looks at marriage as a business arrangement, and 'Damaged Goods' links sexual desire with consumerism.
As Greil Marcus wrote:
Discontinuities and dislocations strike the mind: at home you feel like a tourist; sex becomes a contract; history feels like a trick. You try to get a fix on the 'real world' -consumer society, the class system, the romantic myths one was raised …the National Front, moving easily between anti-Semitism and anti-black racism, established a presence amongst (Leeds United) supporters. My job in the Coalition against Racism and Fascism, and then the Anti-Nazi League, was to talk to NF supporters while others gave out our propaganda. These Nazis took the unity out of United…In these heated discussions with young white men from south Leeds I learnt a lot. They had a thirst for knowledge…but as they morphed into the ultra-violent Service Crew it became impossible to engage in debate (Clavane 2010 ).
Reddington quotes Simon Frith in his view that the noise of rock music is a 'youthful bohemia' beginning as a 'revolt against women...(the) potential domesticators'. The average rock gig, then, has much in common with a football match, 'reminiscent of football games and other occasions of male camaraderie -the euphoria experienced depends on the relative absence of women' (Reddington 2007: 102) .
Reddington goes on to say that this causes a problem for 'young women who want to articulate their own anger through rock music; rock speaks out against society, it is loudly oppositional, but it is lyrically, and some would claim sonically, misogynistic.' (Reddington 2007: 102) . As a result there was often a form of gatekeeping at gigs and a strong determination by young men to exclude women, particularly by skinheads, the self-appointed 'gender-guardians'.
Most female punk performers felt that they had be tough to survive and be heard in such an environment. Round the country female performers were singing about feminist concerns -whether it was The Slits' 'Typical Girls', The Raincoats anti-rape song 'OffDuty Trip', or Poly Styrene bemoaning the 'pretty girl' imperative in X Ray Spex's 'Art-I- suggests Reddington, 'male concerns were not being addressed or nurtured' (Reddington 2007: 110) .
Opposition to such self-defined female power was particularly pronounced in Leeds, not only at punk gigs. Delta 5 were attacked coming home from the pub, my lesbian friends 
It was the Gang of Four and Delta 5 that drew me to Leeds University in 1980, to read
English. Their music articulated a tension that was soon realised in a shocking way when Jacqueline Hill, a student in my English Department, became Sutcliffe's thirteenth victim. From then on it was as if a black cloud descended over the University. As the police tried to catch Sutcliffe -in a bungled investigation that had already been going on for five years -all the authorities were drawn in. My Dialectology tutor was asked to decipher the Ripper tape (the chilling hoax tape that began with the words: 'I'm Jack'). In a throwback to the Victorian era, there was a curfew on women. We weren't allowed to go out on our own after dark, we had to be escorted everywhere by men.
Joan Smith, author of Misogynies, recalls working as a journalist in Manchester in the late '70s and reporting on the Ripper investigation. 'I remember going to work at Piccadilly Radio and being in the newsroom. You'd get a call, "another murder's happened". All women went completely ashen. There was a wave of horror (personal communication).' Ward Jouve sums up the atmosphere of paranoia in the region:
One of the worst things about the panic that had set in was that, instead of feeling self-righteous, as you should have done...you felt...guilty. Apologetic. About going out in the dark. About wearing attractive clothes. Being out in the streets. Almost, about being a woman. Being a woman meant that you were murderable, and it was wrong of you so to be. In order to make up for it, you had to be specially good. There was a feeling that the macho male society which spawned Peter Sutcliffe tacitly condoned his activities, that there were 'innocent' women and prostitutes, the deserving and undeserving (Yallop 1981: pp 270-8) . In his book Somebody's Husband, Somebody's Son, Gordon Burn presented an accurate picture of a brutalised 1970s working class male culture (Burn 1984: 32, 80, 185) . Amongst the Leeds United supporters who harassed Anti-Nazi League demonstrators, or the Friday night drinkers who abused feminist Reclaim the Night marchers, there was a belligerent, confrontational stance. Joan Smith recalls 'an adversorial, tough Northern male working class culture that was predicated on quite a high degree of gender separation. This came out of years of heavy industry where men and women led very separate lives.
There was hostility to gender stereotypes breaking down, and a contempt for women (personal communication).'
Theirs was an exaggerated version of masculinity, an elaborate theatre. Ward Jouve quotes Andrew Tolson on the construction of masculinity and how sometimes a working class boy, 'expresses himself, not so much in an inner, competitive struggle for achievement, as through a collective toughness, a masculine "performance", recognized and approved by his "mates"...In effect, working class masculinity becomes a kind of "performance".' (Ward Jouve 1986: 69) .
This kind of 'performance', as it was expressed in Leeds in 1979-80, worked to intimidate women. Sarah Ahmed writes about how 'fear works to align bodily and social space', and Leeds town centre on a Friday night was a good example of how 'the uneven distribution of fear...allows spaces to become territories, claimed as rights by some bodies and not others' (Ahmed 2004: 70) . As the number of Peter Sutcliffe's victims grew, so did the culture of fear. Ahmed notes that fear is an embodied experience: 'fear works to contain some bodies such that they take up less space.' She quotes Elizabeth Stanko, who argues that women's mobility and access to public space is restricted by ideas about feminine vulnerability, with the implication that if they are to have feminine respectability they must either 'stay at home (femininity as domestication), or be careful in how they move and appear in public (femininity as a constrained mobility)' (Ahmed 2004: 69) . Foucault argued in Discipline and Punish that hierarchical monitoring of prisoners, 'fixing them in time and space...training their bodies' rendered them 'docile and useful ' (quoted in Blackman 2001: 212) . In the same way, through discourses about vulnerability and respectability, women have been trained to limit their social freedom.
This kind of restriction was present in an exaggerated form in the Leeds/Bradford area, particularly in the months following Jacqueline Hill's death, when women were chaperoned by men after dark. Sarah Ahmed has written eloquently about the affects of terrorism after 9/11, saying that 'terrorists are immediately identified as agents of extreme fear', leading to a culture where people's mobility is both contained and defended. Sutcliffe's murders had a similar affect in this local area. In 2010, nearly three decades after Sutcliffe was imprisoned, an application for parole was rejected by High showing Dressed To Kill, a Brian de Palma film about a woman with violent erotic fantasies who ends up being murdered (controversial because it implied that women desire sexual violence). Then as a protest against heavy metal sexism, 300 women stormed the University Refectory when Iron Maiden were playing, and when the police tried to make arrests, women blockaded their van. As Robert Walser observes, heavy metal performers and fans don't simply express their sexuality, they are involved in what he calls 'identity work' (Walser 1993: 134) . Through their musical codes and music videos they are forging masculinity, creating a picture of essential maleness that tends to exclude women. The young male gang behaviour of heavy metal creates the sense of a segregated culture -one that provided more fertile ground for Leeds radical separatism. No wonder the Refectory became a site contested by feminists when Iron Maiden arrived.
The sense of a separate male and female culture was entrenched, particularly when young women stepping out of line drew the wrath of men roaming the city centre, including many National Front-inspired Leeds United supporters. 'How could you go through that and not be a radical feminist? says Smith, 'Police were drawn from this male working class culture and reflected it. There was a failure to protect women. They thought it was perfectly all right for women to stay at home -but they were dealing with young women who were educated and knew what was going on (personal communication).' As a response, walls and cars were daubed with slogans like 'CASTRATE ALL MEN' and 'DISARM RAPISTS'. On a wall opposite the University in huge black letters, someone had painted: 'NOT MAD, MALE.' Strong links were made between organisations like Women Against Violence Against Women (WAVAW) and Rape Crisis. The University funded a women's centre and after-dark minibus service.
Violence, or the threat of violence, was constant. 1980 was a turning point, not just for music, but for feminism, and many post punk performers embodied that tension.
Music and live gigs in particular became an important channel for the city's anger and fear. Ahmed says how after 9/11, patriotic flags on private houses became 'sticky signs' of coherence and the nation 'sticking together' (Ahmed 2004: 74) . Home could be mobilised as a defence against terror. In the same way songs were our 'sticky signs', and gigs became safe, warm collective experiences. Here the darkness wasn't something to fear, it was a secure haven. In the late 1970s/early 80s Leeds had over To the Au Pairs' Jane Munro they were just part of a post punk scene: 'At the time -to me anyway -the stuff that we were doing didn't seem that out of the ordinary, because most of the bands we were gigging with or who were influential at that time also had political and/or feminist lyrics -the Gang of Four, the Slits, the Clash, the Raincoats, the Mekons, to name but a few,' she later recalled (Gunnarsson 2008) . And guitarist Paul also felt that their music chimed with the times: 'I think Gang Of Four have made it easier for people like us. The paranoia surrounding so called political bands is lessening…People are becoming more politically aware; they're having to' (Barber 1982) .
To Lesley Wood, the driving force behind their charged lyrics, it was a case of the personal is political. 'You can't split the two things up,' she said. 'If you're going to have any kind of social change, personal relationships in society have got to change...It is really important to feel free. Especially for women, because there's this morality that operates, these notions of 'bad women' if they don't conform and stay in their role' (Barber 1982) . 
